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Abstract

When I apply the term humanist to a city, I refer to a place in which the traces of the past - of
different cultural epochs and styles - are vivid and evident; a city in which, during the course of
history, intellectual and physical efforts have shaped its Gestalt in such a way that political, social,
and aesthetic ideas and utopias coincide with the history of architecture and urban design. A city
evolves in this way: dialectically exposed architectural elements and fragments exist side by side,
sometimes contradicting and sometimes complementing each other, but always enriching the
urban and thereby the intellectual quality of the city.

- Matthias Oswald Ungers

Walter Benjamin once commented on the fact that architecture is appreciated in
a state of distraction. It shelters us and controls our daily activities. It is so
integral in these activities yet it fades into the background. It is so intertwined
with the events of everyday existence that its slow addition and deletion to and
from our fast paced environment goes relatively unnoticed. This process of
addition and subtraction does begin to build up though, forming an interplay of
old and new elements. This superimposition becomes a physical form of a
cultural definition through the built environment. It follows that if the overlay of
temporally unrelated building events informs our reading of the built
environment, then the nature of specific events should be designed not only
individually, but also as part of a larger cultural whole, so their trace can be given
context and meaning.
In some instances the built environment is completely obliterated to allow for
new development. These deletions and subsequent additions occur with no trace
remaining from the previous constructions. This thesis will assert that these
traces are important in forming a cultural definition through architecture. A rich
assimilation of the past is necessary in order to preserve and further our cultural
tradition.
Therefore, the built environment must be critically evaluated within this context.
Art and architecture must, in some manner, engage history as it is experienced on
a daily basis. To accomplish this, architecture can be regarded as a palimpsest.
Traditionally, a palimpsest is a piece of paper or parchment that can be reused.
The original writing is rubbed away and new material is added. The trace of
original material remains even after its erasure. The palimpsest becomes defined
by the superimposition of new material on remaining traces. New building is a
fresh layer on the palimpsest.
This thesis explores the placement of a new
building into an historically rich context using the metaphor of the palimpsest. It
treats architecture as palimpsest.
vii
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Chapter I
Issue Analysis
It is important not to consider archeology as only prehistory, and not to think that archeological
data exists only under the ground.
- Anne Derry

This chapter will introduce and generally define issues applicable to this thesis
investigation.
Definition of Terms
Layers
The cultural palimpsest is composed of multiple layers. These are the marks on
the palimpsest to which a new architectural proposition must react. Since these
make up the palimpsest, they become the most basic concept worthy of definition.
A specific layer can be said to contain a specific type of information. It is the
superimposition of numerous layers of information that leads to an overall
understanding of the palimpsest.
Artifact
An artifact is a member of the palimpsest that still physically exists. In other
words, it is a mark on the palimpsest that can still, to a large degree, be made out.
An artifact can be a relatively fresh mark on the palimpsest or one that has been
noticeably reworked on subsequent layers.
Ghost
A ghost is a member of the palimpsest that no longer exists in the physical
world. A ghost is absent from the palimpsest. It may be physically implied by
the site or simply exist as an idea in the collective memory of a region. Ghosts
exist on vacant lots, in deserted buildings, or areas that have lost or changed their
initial program.
Trace
The trace, or that which is left behind, is an important part of the palimpsest. It
offers the subject, who is immersed in the experience of the palimpsest, clues
concerning what has existed there previously and how these previous components
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affected the present situation. Traces are different than ghosts in that some
physical remnant of them remains. Ghosts have been completely obliterated.
Erasure
After the layers of the palimpsest are identified, it is necessary to critically
evaluate them. This evaluation will prepare the palimpsest for the next layer.
Erasure is the term used to describe the subtraction of strata or layers. Erasure
should occur if an artifact is obsolete. If a layer or stratum does not contribute to
a cultural definition through the built environment or if it detracts from that
definition, then erasure of that layer should be considered. Erasure turns artifacts
into ghosts. Erasure is a tactic which prepares the site for new layers/strata.
Overwriting
Overwriting occurs when a new layer is superimposed on the palimpsest. The
placement, content, and typology of this layer are informed by evaluation of the
historical palimpsest. In other words, a study of the artifacts and ghosts that
comprise the multiple strata of the palimpsest informs the composer's addition of
the new layer. If, in the process of overwriting information gathered from the
strata of the palimpsest is considered a foot in the past, then advanced building
technologies must be employed as a foot in the present.
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Chapter II
Site

Site Justification

An evaluation and subsequent addition to the cultural palimpsest could, and
should, occur anywhere. A critique and response to a built environment is most
valuable though when applied to an area that is in danger of losing, or at least
severely scrambling, its cultural definition through architecture. Considering all
of the recent offerings of "quick fix" solutions that have been designed with the
revitalization of downtown in mind and several questionable moves on the urban
planning front, Knoxville has unfortunately found itself in this predicament. It is
necessary to begin excavating in this city in order to determine how and why
architecture has in the past contributed to a cultural definition of the city (see
figure 2.1). This is why this investigation chooses to stay at home and is
essentially designed in my own back yard. This investigation hopes to discover
clues embedded in the cultural palimpsest and react to them critically.
If the notion of a collective culture as palimpsest is to be explored, then the
architectural marks on the palimpsest should be somewhat rich. Artifacts and
ghosts should be plentiful. Gay Street has been a prominent commercial street
since the fledgling stages of Knoxville's development. If a 1917 Sanborn fire
insurance map of downtown Knoxville (see figure 2.2) is studied, then it is
apparent that the most dense concentration of buildings occurs along Market
Square and Gay Street. Presently, Gay Street is sparsely populated by pedestrians
during business hours. This population increases to moderate towards the
southern end, moving towards the river, where the floor area ratios of new
buildings have been increased in the form of office high-rises. Of course, after
business hours, on nights and weekends, the pedestrian population falls off
dramatically. This is not abnormal. Gay Street has always been a center of
commerce, therefore sustaining higher pedestrian populations during business
hours. This is not to say that nightlife has never been a feature of the street. The
problem is that with the invention of the suburban mall, the creation of super
sized "general stores", and the general tendency of development to "sprawl" away
from the city center, Gay Street is no longer necessary as a general shopping
location. This being the case the pedestrian population has decreased to a slow
trickle leaving behind the ghosts and traces of boutiques, cafes, and hardware
shops to haunt hollow building shells. This makes Gay Street an interesting case
for this investigation. Gay Street, as a whole, is in jeopardy of losing its ability to
3

Figure 2.1. Lithograph ofKnoxville, Tennessee circa 1886. Source: University ofTennessee Map Library.

Figure 2.2. 1917 Sanborn fire insurance map.
Source: Knoxville Historical Society.
4

contribute to a Knoxvillian's cultural definition through a built environment.
What can be done there in attempt at rescue?
Site Analysis

Ghosts are plentiful on Gay Street in both a programmatic and formal sense.
This is to say that not only do empty buildings with no use exist, but haunted lots
do as well where buildings have been removed to make way for asphalt parking.
The specific site (see figure 2.3) of this investigation exists on the east side of
Gay Street at the Wall Avenue intersection. The intersection is controlled by a
stoplight and Wall Avenue is a one-way street that runs west. The lot is framed to
the west by a retaining wall approximately twelve feet in height. Parking is
connected to the Gay Street sidewalk by means of a pedestrian stair. To the north
and south the lot is framed by the walls of the buildings that exist on either side of
the lot. This is a very interesting feature of the sight, especially in terms of the
These walls are scarred with the joist pockets, the filled in door and window
openings, the stair stringer marks, and the crumbling plaster of the buildings that
existed there previously. In terms of the built palimpsest, these are the physical
marks that remain of a layer that has been erased from physical existence into
memory. It would be assumed from the discontinuity of the Gay Street facade
that at one time building existed here, but the presence of these marks confirms it.
The site spills most profusely to the east, stumbling over a service alley and a two
level parking garage built for the Gay Street Promenade project in 1960.

Figure 2.3. Site of investigation.
Source: City of Knoxville.
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Graphic Analysis
Formally, if overall site definition is regarded as the superimposition of multiple
layers of information, then it would be most fitting if site analysis used a
technique that lent itself to the ambiguity of a multi-layered palimpsest of
information. Therefore, the technique chosen for an abstract, graphic site analysis
is a painting/collage technique (see figures 2.4, 2.5, 2.6, 2. 7) based on a site plan
of the immediate area surrounding the site and sectional studies. The intent of
this abstract analysis is to discover the primary formal ideas that are
superimposed upon one another to give an approximate definition of the user's
experience of Gay Street. These primary ideas will then be used as a framework
upon which the building is formally generated.
Collage and Painting Findings
Street- Continuation ofFacade (see figure 2.8)
Gay Street is first and foremost understood by the user as continuous entity.
Both the pedestrian and the vehicular user of Gay Street regard it in one sense as
a continuous facade. If this continuation is interrupted, as is becoming the case
on Gay Street's northern end, then Gay Street begins to lose important meaning
that it has built up as a formally continuous unit.
Intersection - Wall Street (see figure 2.9)
Even though Gay Street is read by the user as primarily continuous, small
interruptions do occur. Both pedestrian and vehicular paths are interrupted
periodically by the intersection of perpendicular streets. These streets are
admissible as interruptions in the street's continuation of facade. They should be
used to generate paths and openings perpendicular to Gay Street.
Structure - Rhythm ofParty Walls (see figure 2.10)
Historically, construction on Gay Street has utilized perpendicular fire walls as
its main structural component. These party walls contribute to a sense of rhythm
as one traverses Gay Street. This structural system should be used in the new
building in as far as the new structural system should contribute to a sense of
rhythm on Gay Street.
6

Figure 2.4. Collage investigation 1. Source: Author.

7

Figure 2.5. Collage investigation 2. Source: Author.

Figure 2.6. Sectional collage study. Source: Author.

Figure 2.7. Final collage investigation. Source: Author.
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Figure 2.8. Continuation of facade. Source: Author.
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Figure 2.9. Intersection of perpendicular street. Source: Author.
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Figure 2.10. Rhythm of the street. Source: Author.
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Trace ofPrevious Construction (see figure 2. 1 1)
Buildings have existed previously on the site chosen for new construction. This
is evident if one examines the walls remaining on the north and south boundaries
of the site. These walls show where floor joists framed in, the location of stair
stringers, plaster that once covered the brick. In other words, these walls become
a physical record of construction that existed there previously. These walls
should remain exposed to the new construction to as large a degree as possible.

13

Figure 2.11. Trace of previous construction. Source: Author.
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Chapter III
Program
Program Analysis

The program of a new building on Gay Street must somehow address the
historical palimpsest. If not the palimpsest of the city, then at least the palimpsest
of the region. In this case, the question becomes: what is an element of the
palimpsest that at one point has been an important cultural component of the
region or area? What is an element of the palimpsest that at one point contributed
greatly to the richness of the cultural palimpsest but has now begun to fade away
with only small traces remaining? This element is the musical tradition
indigenous to the region.
The music that is particular to the eastern portion of the state of Tennessee can
be traced back to the musical traditions cultivated in the mountains and foothills
of Southern Appalachia. It was a simple musical tradition that consisted of songs
passed down from generation to generation by word of mouth. The songs of this
tradition told stories, both musical and lyrical, and these stories passed the time.
The songs were dancable. This dancing became a source of entertainment. These
songs were played on easily transportable instruments, instruments that one could
carry around from location to location. These instruments could be built and
repaired with tools available in remote locations. These instruments were auto
harps, banjos, dulcimers, fiddles, guitars, harmonicas, mandolins, and voice.
This tradition eventually descended from the mountains and hills and moved
into cities. Here it was propagated by early media forms. Radio broadcasts
expanded the listening area. Newspapers were distributed to thousands that
advertised upcoming performances and locations. In short, the musical traditions
that migrated to the cities from the mountains became a very important part of the
city's cultural tradition.
Although this cultural tradition still exists in small pockets, the remaining trace
on the cultural palimpsest is becoming more and more faint. Globalization and
commodification of the music market have clouded the palimpsest and all but
concealed these important traces. The program of the new building will attempt
to rescue these vanishing layers. It will attempt to excavate the cultural
palimpsest, to remove extraneous components, components that lack definition
and a strong contribution to the musical tradition of our region. Through this
removal a revelation will occur, a revelation of a pure musical tradition that
presently exists yet is in need of definition.
To accomplish this the program of the new building will be a center for regional
15

music. This center will in several ways commit itself to the promotion of a
regional musical tradition. It will accomplish this in three ways: to teach, to
broadcast, and to entertain. All of the components contained in the new building .
will promote a regional musical tradition in one of these ways.
The teaching component of the center will contain two major programmatic
elements. One of these elements will be a school whose classes are dedicated to
the teaching of both the music and the instruments of the region. The other will
be a museum where the theme will be the musical history of the region. The
teaching component is designed to inform the interested public of a regional
musical history in more detail.
The broadcasting component will be a new studio for a local radio station,
WDVX. This station bases its play list on old time and blue grass music from the
area. The broadcasting component is designed to locally advertise to a general
public. The broadcasting component will also include offices for small record
companies and organizations dedicated to the propagation of a regional music.
The purpose of the entertainment component will of course be to entertain. The
building will contain two distinct entertainment venues. One will be a large
outdoor performance space and the second will be a smaller, indoor nightclub-like
venue.
Programmatic Components

Conservatory for Regional Music (see table 3 .1)
The Conservatory for Regional Music will be the primary programmatic element
of the new building. It will be a school where anyone interested in the musical
traditions of the region can attend and in a classroom setting become more
familiar with theses regional musical traditions. The school will offer classes year
round. Class duration will be somewhat brief probably lasting one to three
weeks. Preliminary course offerings will be in the following areas of study:
instrument study, including auto harp, bass, banjo, fiddle, guitar, hammer
dulcimer, harmonica, and mandolin, instrument classes will also focus on certain
aspects or styles of the particular listed instruments; vocal studies, these classes
will teach specific vocal traditions of the region; and writing· classes, these
classes will focus on writing techniques and song structures of traditional song
types. The school will also offer intense weekend workshops in these areas of
study. Classes will be taught by local musicians who have been .steeped in the
16

Table 3.1. Program components for the Conservatory ofRegional Music.
lcomoonent

Annroximate Size (ft-ft)

Administrative

Number Reauired

Total

offices
reception
conference
break room

1 00
750
200
1 00

5
1
1
1

500
750
200
1 00

Classrooms

500

10

5000

1 00
500

2
2

200
1 000

250

30

7500

30

40

1 200

1 000

I

1 000

500

I

500

Miscellaneous

1 000

1

1 000

Atrium Space

5000

1

5000

Recording Space
Control Room
Tracking Room
Dorm Rooms
Rehearsal Rooms
Lobby
Instrument Storage/Rental

23950

Total Sauare Footaee
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regional musical tradition.
The school will offer dormitory facilities to accommodate students from outside
of the area. For students of this type, session tuition can include the cost of
dormitory facilities. The school will have approximately thirty classrooms, each
of which will house up to four students. The school therefore will be able to
accommodate 120 commuter students per session.
In addition to room accommodations, the school will also offer board packages
that will consist of three meals from the cafeteria facilities, also accessible by the
public. The cafeteria facilities will be grouped with a large congregation space.
This will serve as the primary meeting space of the school. A large portion of this
space will be open air. It is necessary that some percentage of the space be closed
for weather concerns.
This central space will occur above street level, yet it will , in some manner, be
open to the street level below. All of the classrooms and rehearsal rooms will
occur off of this central plaza space. There will be ten classrooms and forty
rehearsal rooms. These classrooms will sit as objects in or on the periphery of the
central plaza space. The openness of the plaza to the street below will allow
classroom rehearsals to be heard from the street, weather permitting. The
classrooms should formally function in a way that allow the music of students
originating from within to be projected into the school plaza and ultimately into
the street below. In other words, the classrooms become large speakers that
literally amplify the sounds of regional music forms onto the street for
consumption by the general public.
Also accessible from the central school plaza are two recording studios for use
by the students. These studios are used in conjunction with the classrooms as
learning spaces. Unlike - the classrooms, these spaces must be sonically
segregated from the plaza and the street below to ensure that quality recording
occurs. Therefore these studios are more inwardly focused.
Entry to the school level will be controlled by the administrative spaces, also
located on the raised plaza. These spaces will contain reception areas,
administrative offices and restrooms.
The dormitories will most likely occupy a separate level above the classrooms
and main plaza space. They will however be open to the plaza below. The
dormitory floor will contain small congregation balconies where dorm residents
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can enjoy after hours rehearsals and refreshments. These balconies will not
function like speakers but may have street frontage so some after hours
interaction occurs between the school and the street.
The school also offers instrument rental for students who do not own an
instrument. Instrument rental is handled through a retail instrument shop
controlled by the school and located on the street level. Some percentage of
rental fees can go towards the purchase of the instrument if the student desires.
The central atrium space will control access to all conservatory components. It
will also function as a congregation space. This requires it to be flexible in
nature, both formally and programatically. This feature addresses the idea of the
palimpsest. Both the form and function of the atrium space can be erased and
overwritten to accommodate different needs for the school. It is possible that
certain components that are accessed off of this space can actually be removed or
relocated to accommodate the schools needs. For instance, the forty rehearsal
rooms could be easily grouped into units and these units be "packed away" to
clear space for say a dance to take place in the cleared space.
In this regard the conservatory atrium space can be metaphorically considered as
a barn-like structure. Typically, barns were initially built as necessary structures
to store feed for livestock. Gradually, this need expanded. In colder climates,
barns became muti-purpose. Their function not only included the storage of hay
but also equipment storage and winter livestock storage. In the summer months
when livestock fodder was readily obtainable in the fields, barns were able to
accommodate social functions in the space now devoid of hay. These functions
often included musical performances and dances. The atrium space in the
conservatory should not only reference the barn in this regard, that it can be
considered a spatial birthplace to musical gatherings, but it should also be flexible
in its use. These programs will include, an organizational space while the
classrooms and rehearsal rooms of the school are in use, classrooms and rehearsal
rooms can be cleared to accommodate larger public gatherings such as
performances and dances. In other words, the atrium space will also function as a
performance hall and a dance floor.
This transformation will be obvious to those who use the building, but it should
also be apparent to the passerby on the street. If a pedestrian notices that the
space has been rearranged then he/she will realize that a performance or dance
will likely be upcoming.
19

Museum ofAppalachian Music (see table 3.2)
The second teaching component of the building will be the Museum of
Appalachian Music. This museum will be accessed from a space directly off of
the street. The primary focus of the museum will be to trace the chronological
history of the Appalachian musical tradition from its roots in the mountains to its
migration into the city. The museum will relate important stories associated with
significant people, places and events that have contributed to a regional music,
display instruments constructed and used in the region and offer
lectures/presentations on the subject of regional music.
The museum will consist of a main entry lobby containing information,
restrooms a�d gift shop facilities. This lobby will be accessed from a street level
entry space. The exhibit space will be contained on several floors. This will will
emphasize the historical layering of the subject matter contained within the
exhibit space. At some space at the top of the exhibit floors it will be possible to
view multiple exhibit floors at once and therefore be exposed to the whole of the
exhibit that the viewer has just traveled through. This could occur horizontally in
some fashion. Whatever the means, it is necessary to emphasize that the people,
places and events of the exhibit have been superimposed onto one another and
now make up a collective history that has greatly contributed to a collective
regional music.
Aside from the exhibit space and the entry space, it is also necessary to plan for
office/administrative spaces and archival storage space. These dimensions should
together equal roughly half of the total exhibit space. Lectures and presentations
will make use of the conservatories auditorium.
The museum will also have listening room that contains listening stations and a
complete electronic music archive of important regional and regionally influenced
artists. The archives will be run in conjunction with the W DVX studios. From
the archives views into the station studios will be possible. The manned W DVX
studio will become a "living display" for the museum. Museum attendees will be
able to view the everyday proceeding in the studio whether it be simple
broadcasting or live on-the-air performances.
The museum also is linked to the primary building lobby. This lobby connects
the building to the street. This space contains the main entrance to the museum
facilities. It also contains a small coffee shop.

20

Table 3.2. Program components for the Museum of Appalachian Music.
! Comoonent

Annroximate Size (ft-ml

Number Reauired

Total

Lobbv/lnformation/Restrooms

2000

I

2000

Exhibit

1 000

5

5000

Office

1000

I

1 000

Archival Storage

1500

l

1 500

Listening Archives

1 000

I

1 000

Miscellaneous

1 000

I

1 000
1 1 500

Total Sauare Footae:e
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WD VX Studios (see table 3.3)
The primary broadcasting component will be the new studio facilities for the
locally run radio station W DVX. W DVX is a regionally focused, publicly
supported radio station providing cultural and educational opportunities for the
East Tennessee Region. W DVX plays bluegrass, Americana, classic and
alternative country, western swing, blues, old time and traditional mountain
music, Celtic and folk music. Presently the station operates out of a fourteen foot
camper parked at the Fox Inn Campground in Clinton, Tennessee. In addition to
the promotion of regionally flavored music, WDVX broadcasts live performances
from various local venues and from the camper studio as well.
The new facilities will be considerably larger than the camper studio and will be
accessed from the street level sharing at least an entrance courtyard with the
museum. The new studio will include a lobby area with immediate access to
administrative office space, conference room, and station restrooms. More
privately located will be two separate studio spaces and a separate music storage
room. As mentioned earlier, one of the studios will be visible from the museum
listening room to give museum patrons a view into the everyday workings of an
actual studio. The music storage space will contain servers that control the
listening room electronic archives in the museum.
Retail I Office Program (see table 3.4)
Other programmatic elements that will be grouped in the broadcasting category
are programmatic elements that somehow promote a regional music tradition.
These elements will be smallest programmatic elements in the building. These
elements will include light retail to be accessed off of the street level and light
office spaces that will occur on upper levels of the building. Acceptable retail
spaces will include record and musical instrument store.
The record store will focus on the sale of regional and regionally related genres.
The genres sold here will be similar to the play list of the radio station W DVX
housed within. The record store can team up with the entertainment venues for
promotions such as concert events or record release events.
The musical instrument store will be controlled by the conservatory. It will sell
instruments and related items to the general public. In addition to retail sales the
instrument shop will offer rental instruments for the students of the school. The
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Table 3.3. Program components for the WDVX Studios.
I component
Lobby/Conference/Adm in.

Annroximate Size (ft-ft1

Number Reouired

Total

2500

1

2500

Studios

750

2

1 500

M usic Storage

500

1

500

M iscellaneous

1 000

1

1 000

Total Souare Footae:e

5500

Table 3.4. Program components for Retail / Office.
Comoonent

Annroximate Size lft-ft)

Number Reouired

Total

Retail 1 Record Store

2000

1

2000

Retail2 Instrument Shop
Retail Space
Repair Shop
Storage

2000
1 500
1 000

1
1
1

2000
1 500
1 000

Office

1 000

10

1 0000

Other retail

1 000

8

8000

Total Souare Foota2e

24500
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instrument shop will also offer instrument repair, focusing on stringed
instruments. This aspect of the shop will be, like the WDVX studios, an element
viewable from the museum. This offers museum visitors the viewing of a
working instrument repair shop. The instrument repair shop could potentially
offer a class through the school on instrument construction or repair.
Office space will exist on the upper levels of the building. These spaces will
contain acceptable offices such as small area record companies specializing in old
time and bluegrass music styles or possibly non-profit community organizations
such as Jubilee Community Arts.
The retail and office space should exist as a solid unit or units throughout the
building. In other words, retail and office spaces can be formally grouped so that
they begin to establish a building rhythm. This speaks both to the formal tradition
of regular party wall buildings on Gay Street and also references the musical
program that is contained within. These spaces will give the building a rhythm.
In order for this to occur, these spaces mat be occupied with businesses not
necessarily directly related to music. These businesses will be accepted upon
approval by the building management committee.
Entertainment Venues (see table 3.5)

The building will contain two separate entertainment venues primarily for the
staging of musical events. The larger of the two will be an outdoor public
performance space. This space will be accessible directly off of Gay Street. The
entry portion of this space will be shared with entries into the retail spaces,
museum and WDVX studios. The large entertainment venue space will bleed into
the upper level plaza space of the conservatory. When events are held on the
outdoor stage, the music will not be contained. Walls controlling the space are
few and the music produced there is allowed to leave and enter the street and the
plaza area above. The large performance space will hold approximately 1 500
people and will be general admission with lawn seating. When not in use the
space will be used as a public park. The use of the space as an urban park when
not in use begins to set up a network of park/entertainment spaces in conjunction
with market square and its park.
This venue will be large enough and located close enough to other outdoor
venues in the city to allow festival events to use this stage in conjunction with
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stages in the immediate proximity, for_ example the market square venue. This
will allow for the formulation of city festivals, such as a city blue grass festival,
that will close streets and encourage heavy pedestrian participation.
The smaller entertainment venue will be a bar/restaurant venue also off of the
street level plaza. This venue will be open year round and will host musical
performances several nights per week. One interesting feature of this bar is that it
has several rental instruments that patrons can borrow for use of in the bar. The
bar will contain special seating arrangements that will accommodate these
customers. The bar will rent mostly guitars, but will also offer a few other
regional instruments. The bar venue can accommodate approximately 1 50
people.

Table 3.5. Program components for Entertainment Venues.
iComoonent

!

I Annroxim ate Size fft-ft) I

Number Reauired

Total

3000 1
300 1
500

I
I

3000
300
500

I

1 000
500
500

I

,Outdoor Venue
! seatinE!
i Stage area
Backsta2:e area
1

: Indoor Venue
I Bar/Performance
! Kitchen
I M i scel laneous

1 000
500
500

I

1
1

5800

!Total Sauarc Foota2e
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Chapter IV
Precedent Analysis
The purpose of this chapter is to identify and analyze precedent studies that could
formally and programatically inform the new Center for Regional Music Studies.
Program

For this thesis investigation folk schools will be used as a precedent for general
programmatic requirements for the conservatory of regional music contained in
the new· regional music center. These precedents are not chosen for their
architectural merit. These precedents will be used for general requirements such
as classroom size, courses offered, course scheduling, and room and board
requirements.
John C. Campbell Folk School
Brasstown, North Carolina
The John C. Campbell Folk School offers numerous classes focusing on the
performing arts, agriculture and crafts rooted in the traditions of Southern
Appalachia. The school is located in rural North Carolina on 380 acres of land.
The school offers classes in a variety of fields of the traditional arts including
music, crafts, nature studies, gardening, cooking, and dance. This thesis focuses
on the musical tradition of the region and therefore will examine the offerings of
the Campbell School in this area.
The Campbell School offers classes for a variety of instruments including banjo,
dulcimer, auto harp, fiddle, harp, guitar, and mandolin. These classes encompass
all skill levels. The classes are rated on a four level system. Level l classes are
beginner classes for students with no experience. Level 2 is termed continuing
for students who can play a few tunes slowly. Level 3 is an intermediate class
and is for students who can play ten or more tunes not quite up to tempo. Level 4
are advanced classes for students who are comfortable with their instruments.
Class size is generally limited to twelve or less students. Classes are generally a
week in length beginning with registration on Sunday and concluding on the
following Saturday. Instructors are generally professional musicians well versed
in the musical traditions of the Southern Appalachian region.
Lodging and board is available for students. Lodging is provided in a variety of
buildings throughout the campus. These facilities are dorm rooms with several
twin beds and a bath in the room, rooms with two twin beds and a bath accessible
27

from the hallway, and rooms with two twin beds and a bath in the room. Three
meals are offered each day of the session and are served in a large community
room where students are encouraged to congregate and showcase their learning.
The school session ends on Friday with student exhibitions. Here students
display their learning for the week. The conservatory will offer a similar
summation exhibit but will be in the form of a final musical rehearsal and be held
in the conservatory auditorium.
Forrestal-Bowld Music Center
Exeter, New Hampshire
William Rawn Associates
The Forrestal-Bowld Music Center at Phillips Exeter Academy (see figure 4. 1 )
will be examined fo r its program, treatment of communal court space, and
acoustic considerations, both volumetric and material. The facility is an
approximately 22,250 square foot building intended for musical practice and
rehearsal. The major rehearsal hall is almost 2000 square feet. The typical
practice studio is about 200 square feet.
The centers most distinguishing feature is the volumetrically ample communal
court at the center (see figure 4.2) of the building. This space allows for student
congregation outside of the classroom. I will say nothing more than a space of
this general type will be a feature of the new Conservatory for Regional Music on
Gay Street.
Forrestal-Bowld devoted a major part of the design budget to acoustical studies.
Specific materials chosen for their acoustical qualities include fiberglass panels,
spray-on-treatment for the ceilings, curtains, linoleum for the floor, and well
gasketed doors.
Alice Pratt Brown Hall
Shepherd School of Music
Rice University, Houston, Texas
Ricardo Bofi/1
Bofill's Music Building at Rice University (see figure 4.3) should be examined
for its separation of private rehearsal and practice studios from the more public
performance halls (see figure 4.4). The private studios occur on the campus,
collonaded east side of the building, shown above. Four public performance halls
28

Figure 4. 1 . Forrestal-Bowld Music Center.
Source: Architectural Record.
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Figure 4.3. Alice Pratt Brown Hall, Shepherd School of Music. Ricardo Bofill. Source:
Architectural Record.
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are separated from the studio/rehearsal rooms by three internal courtyards. The
performance space is accessed from the west side of the building from a separate
lobby area.
In addition the east, private facade that faces campus has a strong meter about
it. Meter is an important feature shared by both music and architecture.
Structural systems imply an underlying meter and here this meter has been
accentuated.
The new Conservatory on Gay Street should offer some manner of accentuated
meter to those who experience it.
Formal Concerns
The following precedents were examined for their ability to contribute formally to
the new Center for Regional Music Studies.
Museum ofAmerican Folk Art
New York, New York
Williams Tsien
The newly opened Museum of American Folk Art in New York City (see figure
4.5) is a fairly straightforward building. Circulation is handled similar to the
Wright's Guggenheim, minus the ramps, where the visitor is expected to begin
from the highest gallery level and descend. The gallery space is, of course, multi
leveled which makes it noteworthy, since the Museum of Appalachian Music in
the new music center will also be multi-level. Circulation is handled rather
plainly, with an elevator which carries visitors to the uppermost gallery. Floor to
floor staircases handle gallery circulation.
The most interesting feature is the admittance of natural light into all four of the
gallery levels by means of cut away portions of the floor plates (see figure 4.6).
Gallery space illuminated by · natural light is usually more attractive than
electrically lit spaces. This feature should find its way into the Museum of
Appalachian Music. Not only will it allow natural light into all levels of gallery
space, but the carving away of the floor plates can begin to suggest the idea of the
palimpsest. The treatment of the carving of the floor plate can function so that at
some point on the highest floor of the gallery space, the museum visitor will be
able to view the whole of the exhibit he/she has just passed through.
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Figure 4.5. Museum of American Folk Art. Williams Tsien. Source: GA Document.
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Figure 4.6. Museum of American Folk Art floor plate diagram.
Source: Author.
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Congress Center
Salzburg, Austria
Fuhmiko Maki
Maki's Congress Center in Salzsburg, Austria (see figure 4.7) offers a general
idea concerning a layered system operated within the confines of a highly
orthogonal space. The new building on Gay Street must, considering the nature
of the site, also operate within an orthogonal, box-like container of space. At the
new center for regional music, the majority of programmatic elements will be
contained within the orthogonal space set up by the existing buildings on either
side of the site. The continuation of the street facade will add another surface to
the building as will the roof structure. So, essentially, the new building will begin
with five out of six sides contained (only the rear of the site can feasibly be open).
This containment does not always imply solidity though. For instance, the street
facade in Maki's building is a transparent element.
At Maki's Congress Center, a rich horizontal layering is visible from the street
due to the transparent nature of the containment cube. The idea of large scale
layering throughout the building is one that lends itself to the idea of palimpsest.

Figure 4. 7. Congress Center, Salzburg, Austria. Fuhmiko Maki. Source:
GA Document.
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Residential Annexe
Constance, Germany
Christoph Mackler
The concrete wall treatment used in Mackler's residential annex (see figure 4.8)
gives a general indication of how a subtractive construction process can begin to
emphasize the idea of the trace, or that which is left behind. In this case the trace
becomes the visibility of the joint lines remaining from the individual form work
boards. The grain pattern of the form work boards is also visible. This is the
most basic example of a construction process using that which is removed to
generate a trace. This system can be experimented with and ultimately expanded,
for instance, if the trace becomes some sort of bearing surface that allows the
addition of another layer. This additional layer could be anything from interior
wall finishes to shelving to movable acoustic panels. The new Center for
Regional Music Studies will used poured in place concrete walls that emphasize
the trace of removed formwork.

Figure 4.8.
Residential Annexe,
Constance Germany. Christoph Mackler.
Source: Architecture Today.
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Chapter V
Design Summary

Formal Generation
Initial ideas for the formal generation of the new center for regional music must
be intimately connected to the site in some manner. The form of the building
should exhibit characteristics of the palimpsest and also allow the building to be
experienced as a superimposition of multiple layers of information. To
accomplish this, the formal parti of the building is based on an overlay of the
ideas discovered in the graphic collage analysis presented in Chapter II. There
are four major formal moves, each of which is a solution to one of the ideas
presented in Chapter II. These four solutions are overlaid upon one another to
create a building solution that is read as an ambiguous superimposition of
multiple systems of information. In other words, the building is not defined by a
single parti solution, but rather the palimpsest-like superimposition of multiple
partis. The building therefore is in constant flux. The user experiences it as he
would experience a palimpsest. The user's formal definition of the building is
constantly being redefined through some combination of these four parti
solutions. This superimposition is the skeleton upon which programmatic
elements attach themselves. The following is a summary of the four formal
solutions to issues addressed in Chapter II.
Continuation ofFacade (see figures 5. 1 , 5 .2, 5 .3)
A new building placed on a vacant Gay Street lot must contribute to the idea that
Gay Street is understood, on one level, as a continuous building facade. The
solution to the problem of continuous facade is the placement of a bar building
fronting Gay Street. This bar building exhibits a similar height to the existing
buildings on either side of the site. Its placement is meant to reference the ghost
of facades that once existed in its place.
The Gay Street facade of the bar building is defined by existing sidewalk lines.
This is to say that its generation is a vertical extrusion of the existing sidewalk
edge. The dimension from this street facade to the rear edge of the bar building is
large enough to receive program. The bar building is an inhabitable facade
defining the Gay Street edge.
Separation between the bar building and the remainder of the Center is in the
form of a corridor that controls internal circulation to both program occurring in
the bar building and other specified areas.
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Figure S.2. Axonometric of the new building viewed from the west. Source: Author.
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Figure 5.3. Axonometric of the new building viewed from the east. Source: Author.

Definition of facade also occurs on the east side of the site, although to a much
lesser degree. State Street no longer exhibits characteristics of the continuous
facade, although there are ghosts that suggest that it did, at some time, exist.
Therefore, the State Street edge of the site is defined in a different manner than
the bar building that defines the Gay Street edge. The east portion of the site, the
State Street edge is programmed with an outdoor amphitheater. The State Street
edge uses elements associated with this program for its definition. Since this
edge of the site has lost its initial meaning, it is neccessary to define it in a new
manner. This is what the amphitheater program elements intend to do.
Intersection (see figures 5.2, 5.3, 5.4,)
The second issue to be addressed in the formal generation of the new building is
one of intersection. Pedestrian and vehicular traffic regard Gay Street on one
level as a continuous facade. There also exists the idea of perpendicular
intersecting streets. The idea of intersection seems to run contrary to the
continuous facade. Intersection is, in fact, breaks in the continuous facade. The
overlay of contradictory systems creates a dynamic reaction. It follows that the
interaction of the previously mentioned bar building and an intersection system
can be used in the new structure to produce a dynamic reaction.
Wall Street, which runs perpendicular to Gay Street and intersects it in front of
the site, creates a perfect opportunity. Wall Street and its sidewalks are extended
across Gay Street and intersect the bar building. This creates a large portal in the
bar building. This portal becomes an interesting location simply because it is a
point in space where two systems of information are concentrated. This is a pure
palimpsest-like occurrence. The portal becomes the main entry into the new
building.
Once the threshold is crossed, the extension of Wall Street continues through the
remainder of the site. Contained within the extension are a major spatial slot and
the primary circulation path that ·continues through the building and empties onto
State Street on the East side of the site. This primary circulation path is one that
is used both by building users and pedestrians who intend to continue through to
the amphitheater or State Street beyond. It is along this path that pedestrians and
building users will discover ideas discussed in the next two sections, Structure
and Trace. In short, this circulation pathway is the means by which physical
manifestations of building ideas regarding the palimpsest will be revealed.
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Structure (see figures 5.2, 5.3, 5.5, 5.6)

As stated in Chapter II, the primary structural system of historical buildings on
Gay Street is the parallel bearing wall that became popular for reasons of fire
protection. The new building will parallel bearing walls for its primary structural
system , yet attempt to augment its meaning to the building user. In other words,
it is necessary to employ parallel bearing walls to contribute the structural rhythm
inherent in Gay Street , yet these bearing walls should exhibit other features that
transcend their historical purpose. In terms of the palimpsest , this can be likened
to strengthening an existing mark or artifact.
Five main bearing walls are established on the new site . Their materiality is
poured in place concrete. This is an important point for care will be taken during
the construction of these wa lls to ensure that the trace of construction techniques
remain visible in the completed product. All five walls interact in a di fferent
manner with the bar building on the Gay Street edge of the site. T he
southernmost wall slices through a fire stair that is considered part of the bar
building. Moving northward , the second wall does not physically touch the bar
building , but rather supports a beam that runs parallel to the direction of the bar
building. The third wall fuses with the bar building and then fades into a glass
curtain wall as it approaches Gay Street . The fourth and fifth walls appear to
encompass the bar building with the only difference between the two being the
fourth wall 's termination into a column at the Gay Street sidewalk.
Similar to their interaction with the bar building , each wall is treated differently
as it moves through the building perpendicular to Gay Street. The primary
difference in wall treatment is in the design of openings in the walls. Opening are
designed so that programmatic elements that occur between different walls are
allowed a large degree of interaction. This interaction or overlap of program
co ntr ibu tes to a pa lim ps est-like read ing not only by users of specific
programmatic elements , but also for pedestrians who use the building as a
passageway. The primary circulation path mentioned above allows this spatial
and programmatic overlap to become apparent. Openings in walls are designed to
allow for a high degree of spatial and programmatic overlap to be apparent to the
building user along the primary circulation path.
The two southernmost bearing walls also serve as the base of a to wer piece that
rises above the southern portion of the site. The tower contains the repetitive
rehearsal rooms and dorm facilities for the conservatory. The top floor of the
41
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tower houses the new studios for WDVX. The two bearing walls that form the
structural base of the tower continue vertically forming the walls of the interior
circulation halls of each floor. Openings are punched in these walls to allow
access to rehearsal rooms, dorm rooms, and sound studios that are cantilevered
off of the bearing walls. The tower element is also considered a fresh mark on the
built palimpsest of Gay Street. It rises several stories above the existing buildings
on its particular block and asserts itself as a new mark with its foundations
literally rooted historical systems.
In addition, the five parallel bearing walls, which serve as the primary structure
on the western side of the site, continue across the service alley and into the
amphitheater that occupies the eastern side of the site. At this point, the walls are
little more than knee walls. On this portion of the site they serve to partition
small changes in topography that form the amphitheater. They also function as
structure again on the State Street edge, becoming the structure for the theater
stage and facilities.
Trace (see figures 5.2, 5.3, 5. 7)
Physical traces of previous construction are important to this investigation. As
mentioned in Chapter II, this is one of the primary reasons for the selection of this
site. The two bearing walls that remain on the northern and southern portions of
the site are the primary traces of previous construction that remain on the site.
For this reason, most closed programmatic elements have been placed in the
central third of the site. Large programmatic elements have been placed on the
outer third portions in order to take advantage of the remaining trace walls. For
instance, the indoor performance hall and the conservatory plaza have been
placed against the northern wall. The building's main atrium and tower piece take
advantage of the trace wall on the opposite side. This placement works well with
the openings punched in the parallel bearing walls in that in certain instances in
the building views of the trace walls are visible through holes in the parallel
bearing walls. An example of this occurrence is in the buildings main atrium
where an atrium user at specific points has sight lines to the southern trace wall.
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Production

The production of final drawings that represent the New Center for Regional
Music Studies graphically should also exhibit characteristics of the palimpsest,
not unlike the collage investigations discussed in Chapter II. The difficulty of
producing drawings that are palimpsest like is that at times the ambiguity of the
superimposition of multiple layers of information overrides the information the
drawing is attempting to convey. This is not as much of a problem for
investigation drawings as it is for final architectural drawings. For this reason,
the media used for the production of final drawings was held to a minimum in
order to hold the level of layering to a readable level. This layering should be
evident though.
The method of production used for most drawings was as follows: A computer
drawing was produced and printed. This can be considered level one of the
drawing. Pattern paper was then glued to the top of the drawing. It was then
removed at specific locations, revealing the original computer drawing. The third
layer became graphite added on the previous two layers. These drawings intend
to not only convey information inherent in them, but also to suggest palimpsest
like ideas through their making. In addition to figures 5.2 and 5.3, the figures
listed on the following pages were produced with this technique.
Conclusion

Information is cumulative. It is through this accumulation that we gain an
understanding of our environment. The palimpsest is a metaphor for this
accumulation. The built environment can be considered a physical manifestation
of the metaphor of the palimpsest. In many instances it is valuable to extract
information inherent in the built environment and use this information in the
subsequent design of additions to that environment. The way in which this
extraction and application occurs is at the discretion of the architect. The power
of the metaphor of the palimpsest lies does not lie in specific architectural design
solutions, but rather in the fact that these design solutions are rooted in the
extraction of information from the palimpsest-like built environment. This
conglomeration of information contributes to a cultural definition. Architecture
as palimpsest attempts to understand and react to this cultural definition.
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Experience is a palimpsest. As our bodies move through space, they collect
information. Like the built environment, definitions of ourselves and our
situations become apparent through the superimposition of many systems of
information. This is ultimately the story that this thesis wishes to tell. The
richness of experience is a function of an overlay of multiple pieces of
information. Architecture contributes in a large way to this process of
superimposition. In other words, architecture can be conceived of as a layer of
the palimpsest, greatly contributing to a cultural and personal definition.
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Figure 5.11. View from primary circulation path . Source: Author.
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Figure 5.12. Level 1 plan. Source·· A uth or.
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Figure 5. 1 4. Level 2 plan. S ource: Author.
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Figure 5.23. Section 2. Source: Author.
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Figure 5.24. Section 3 . Source: Author.
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